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SIMPLIFIED SIGHT-SINGING 


Preface 


Because such excellent results were achieved with this method of 
sight-singing, the author, at the instigation of many of his acquaintances 
among music supervisors and teachers, decided to publish this booklet. 
It is not intended to supplant any other systems, but to serve as supple- 
ment to whatever training the individual students have had, and at the 
same time to be comprehensive enough to teach those with very little or 
no musical training. 


A few minutes of each class period is all the time that is required to 
cover this simple presentation in a year, and those few minutes will be 
more than compensated for by the time saved in learning new music, and 
in the elimination of problems of intonation. The necessary theory is 
presented in a simplified manner with the main emphasis on the develop- 
ment of the ability to recognize, hear, and sing with speed and accuracy 
the intervals occurring within the octave. It is only necessary to learn 
the sound of eleven basic intervals, which the student will readily master 
because they are here presented as the first two tones of widely known 
tunes, or, as in the case of a few, newly composed melodies that imme- 
diately catch the ear. 


The author is fully aware that all intervals in true intonation are not 
equidistant, and that intervals feel differently in various scale situations. 
Experience has proven, however, that the feeling for intervals developed 
by this method produces outstanding results. Accurate intonation is 
developed because of a thorough understanding of interval and chord 
relationship, and there is an awakened enthusiasm for music as a result of 
a clear knowledge of the fundamental elements from which all unnecessary 
details have been removed. 


This system can be used for either class instruction or by individual 
students, and although written to be used primarily for sight-singing, 
teachers and students of instrumental music will find it extremely valuable 
in overcoming many of their sight-reading difficulties. Designed for use 
at all age levels old enough to grasp the necessary simple music theory, 
this material will be found by instructors and students to fill definite needs 
from as early as the upper grades in elementary schools through junior 
and senior high school and college classes to adult groups. 
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“Simplified Sight-Singing” has been thoroughly tested in the author’s 
elective vocal classes at Lower Merion Senior High School, and in the 
general vocal classes in the Ardmore Junior High School. It was written 
to supply a need in our schools for a text that would present sight-singing 
from a new and interesting approach for those who failed to profit by 
previous training, or those who come from other schools with little or 
no instruction in music. 


The author hopes that others may find from using this booklet the 
same inspiration that has come to him from the vital response of his students 
to what has formerly been considered by many of them a necessary evil. 


ALLAN NERN 


SUGGESTED PROCEDURE 


For Teachers 


This is not a complicated method of sight-singing; it should require 
only a few minutes of class or rehearsal time, if spread over a year’s work. 
All the material is covered in a dozen lessons, which means that in a school 
term of thirty-six weeks, only one lesson need be covered every three weeks. 
The judgment of the teacher is the best criterion as to whether faster 
progress is desirable. Of course, any material that the class already knows 
may be omitted or only briefly reviewed. 


The following procedure is presented as a suggested routine which 
may be modified to suit any particular situation. 


it 


Have each student study the material of each lesson in advance. 
If the teacher so desires, written work may be assigned. 


At the next class period, ask for questions on any material not 
understood. Answer these questions, if any, and then make sure 
that the entire group understands the lesson. 


Rehearse the tunes that illustrate the intervals in the assigned 
lesson. The few unfamiliar melodies should be thoroughly drilled; 
the rest being familiar will require only a brief review. 


In each class period, drill for a few minutes on the intervals 
studied up to that time. Sound the pitch of one note of each 
interval, and have the class sing ascending and descending inter- 
vals in a varied order. 
Use the exercises at the end of the lessons for melodic drill on the 
intervals. Do not stress the rhythm in the beginning lessons; 
the feeling for intervals is the important skill to be developed in 
the early stages. 
As new knowledge and skill is gained, be sure to have the stu- 
dents apply it to song material. The student will have a great 
interest in his own progress in sight-singing, if the material found 
in each lesson is put to use immediately in music that is to be 
performed. 
Before the end of each marking period, have each student sing 
individually a sampling of the intervals studied up to that time. 
The student may also be asked to sing melodies similar to those 
at the end of the lessons, and a written test on the theory may 
be given. 

- For Individual Students 
Study thoroughly the material of each lesson, and do any sug- 
gested written work. 
Learn new intervals gradually; do not try to proceed too quickly 
for complete mastery. 
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3. When tunes that illustrate intervals are unfamiliar, play them 


(preferably on a piano) or have them played by a friend until 
they are securely fixed in your memory. 


4. Sing the exercises that use the intervals that you have learned, and 


review for a few minutes every day all intervals learned up to 
that time. 


5. As new knowledge and skill is gained, apply it immediately to 
the reading of music. 


For Instrumentalists 


Production of intervals by instrumentalists is usually achieved by 
mechanical means; therefore, the instrumental student is apt to neglect 
the development of the ability to hear intervals in correct intonation, which 
is one of the qualities essential to musical success. The thorough study of 
the material found in this booklet should insure the acquisition of this 
important phase of true musicianship. * 
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LESSON I 


Objectives 


1. To be able to recognize the staff and the treble and bass clefs. 


2. To learn the letter names of the lines and spaces of the treble and 


bass clefs and the added lines and spaces above and below 
each clef. 


Material to be learned 


1. The staff is five horizontal parallel lines. 


2. The treble clef sign. The bass clef sign. 


.— a= 


3. The letter names of the lines and spaces of the treble and bass 
clefs. In the illustration below, observe that each successively 
higher line or space has a letter name in alphabetical order until 
G is reached; then the musical alphabet starts over again, and 
repeats as many times as necessary. 


THE GREAT STAFF 





4. The added lines and spaces above and below each clef continue 
alphabetically as far as needed. 





LESSON II 


Objectives 


1. To recognize the half-step and whole-step intervals occurring 
between successive notes placed on the staff. 


2. To learn the tunes of “Barcarolle’ and ‘Massa’s in de Cold 
Ground.” 
Material to be learned 
1. A half-step is the smallest interval used in occidental music. 
2. A whole-step is composed of two half-steps. 


3. From a note placed on B to a note placed on the C directly fol- 
lowing is an interval known as a half-step. The other similar half- 
step is from E to F. 


4. From all other notes placed on any line or space to notes placed 


on the line or space directly above or below are intervals known 
as whole-steps. 
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remember the interval of the first two notes. Observe that these 
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first two notes, E and F, are an ascending half-step. 
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5. Learn the 


Barcarolle 


Translated from the French 


by ALLAN NERN 
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6. Learn “Massa’s in de Cold Ground” as thoroughly as is necessary 


in order to remember the interval of the first two notes. Observe 
that these first two notes, A and B, are an ascending whole-step. 


De Cold Ground 


Massa’'s In 





STEPHEN FOSTER 
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LESSON III 
Objectives 
1. To learn the functions of sharps and flats and their use in key 
signatures. 
2. To learn the tunes of “All Through the Night” and “Old Folks 
at Home.” 


Material to be learned 
1. The symbol for a sharp # The symbol for a flat 


2. A sharp placed before a note raises the pitch of that note a 
half-step. 


3. A flat placed before a note lowers the pitch of that note a half-step. 


= 
B c# Gb F Fa. Eb cH op Foner 


whole-step half-step | whole-step _ half -step whole-step 
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whole-step half-step | whole-step half-step whole - step 


4. A key signature is one to seven sharps or one to seven flats placed 
on lines and spaces in definite order at the left hand side of a 
staff. These sharps or flats raise and lower respectively all notes 
occurring on those lines and spaces and all others with the same 
letter names that are on the same staff and on added lines above 
or below that staff. 
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5. The order of flats as used in key signatures is BE A DGC F. 
(As an aid in memorizing, observe that the first four flats spell 
BEAD.) 


6. The order of sharps as used in key signatures is FC GDA EB. 
(Observe that the sharps are just the reverse of the flats.) 





7. Learn “All Through the Night” as thoroughly as is necessary in 
order to remember the interval of the first two notes. Observe 
that the key signature is four flats B E A D, and that the first 
two notes, Ah and G, are a descending half-step. 


All Through The Night 


WELSH FOLK SONG 
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Observe that 


the key signature is two sharps F C, and that the first two notes, 


as thoroughly as is necessary in order 
Ft and E, are a descending whole-step. 


hy | 


Old Folks at Home 
to remember the interval of the first two notes. 


8. Learn * 


Old Folks At Home 


STEPHEN FOSTER 
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EXERCISES USING HALF-STEPS AND WHOLE-STEPS 
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LESSON IV 


Objectives 
1. To learn the construction of the major scale. 


2.- To be able to determine quickly any major key signature. 


Material ra be learned 


1. A series of successive notes beginning on a note placed on any C 
and continuing until the next C is reached, forms a pattern of 
notes known as the major scale. A scale derives its name from 
the note on which it begins, hence, this is the scale of C major. 
In the illustration below, observe that the third and fourth, and 
seventh and eighth notes are a half-step apart, and that all other 
notes are a whole-step apart. 


1 2 3 4 > 6 iu 8 


step step 5-step step step step + step 


2. Similarly, a major scale may be constructed on any note by altering 
the notes following the key-note to conform to this pattern of 
whole-steps and half-steps. 


Scale of Dh Major Without Key Signature 





step step 4 step step step step 5 step 


Scale of E Major Without Key Signature 





step step 4 step step step step 4 step 
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3. Determination of key signatures. 


a. 


The key of C major has no sharps or flats in its key signature. 


b. The signature of the key of F is one flat, Bh. 
S 
d 


Other flat keys have the word flat in their names. 


. In all flat keys, except F, name the flats in order until the 


key desired is reached; then add one more flat. (For example, 
to find the signature of the key of Gb, say Bh, Eh, Ab, Dh, 
Gh; then add Ch.) 


In all sharp keys, name the sharps in order until the sharp 
is reached that comes, in the musical alphabet, directly before 
the key desired. (For example, to find the signature of the 
key of B, say Ft, Ct, Gt, Dt, A#. Ag is the stopping point 
because it comes directly before B in the musical alphabet.) 


SIGNATURES OF THE PRACTICAL MAJOR KEYS 





Suggestions for written work 


ie 
ns 


In both treble and bass clefs, construct scales on F, A, Dh, and F#. 


In both treble and bass clefs, write the signatures for the keys of 
D, Eb, C#, and Bb. 
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LESSON V 


Objectives 


is 


To be able to recognize the number names and specific names 
of intervals. 


To learn the interval names of half-steps and whole-steps. 


To learn the tunes of “Slumber Song” and ““Come, Thou Almighty 
King” in order to remember the interval of a minor third. 


Material to be learned 


i 


The number name of an interval is determined by counting the 
lines and spaces from one note to the other, inclusively. (The 
interval of a first is usually called a prime, and the interval of an 
eighth is usually called an octave.) 


The specific namé of an interval is determined by figuring it in 
the key of the lower note. 


a. In all major and perfect intervals, the upper note is found 
in the major scale of the lower note. (Primes, fourths, fifths, 
and octaves are called perfect intervals, because each tone 
is found in the major scale of the other.) 


b. All augmented intervals are a half-step wider than major or 
perfect intervals with the same letter names. 


c. All minor intervals are a half-step narrower than major inter- 
vals with the same letter names. 


d. All diminished intervals are a half-step narrower than perfect 
intervals with the same letter names. (A diminished interval 
is also a half-step narrower than a minor interval with the 
same letter names, but because it rarely occurs in music, this 
form of the diminished interval should be studied or*taught | 
only when needed.) 


A half-step is a minor second. 


(For example, B to C - is a minor second, 


because by counting inclusively from B to C, its number name is 
found to be a second; then by figuring the interval in the key of 
the lower note, B, which has FH, C#, G#, D#, and Af# in its 
signature, its specific name is found to be a minor second, because 
it is a half-step narrower than the major second, B to Ct.) 
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4. A whole-step is a major second. 
(For example, Ab to Bh ©@—_ isa major second, 


because by counting inclusively from Ab to Bh its number name 
is found to be a second; then by figuring the interval in the key 
of the lower note, Ah, which has Bh,Eh, Ab, and Dh in its sig- 
nature, its specific name is found to be a major second, because 
the upper note is in the scale of Ab major.) 


5. Learn “Slumber Song” as thoroughly as 1s necessary in order 
to remember the interval of the first two notes. Observe that 
the interval formed by these first two notes, B and D, is an 
ascending minor third. 


Slumber Song 


M. von Claudius 


Translated from the German 
by ALLAN NERN FRANZ SCHUBERT 


sweet and pre -cious joy.  An-gelsguard thee while your sleep refreshes;Slum-ber, slum-ber 
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6. Learn “Come, Thou Almighty King” as thoroughly as is neces- 
sary in order to remember the interval of the first two notes. 
Observe that the interval formed by these first two notes, D 
to B, is a descending minor third. 


Come, Thou Almighty King 


CHARLES WESLEY , GIARDINI 
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glo-ri-ous, O’erall vic- to - ri-ous Comeandreign o-ver us, An-cient of 
peo-plebless,And giveThy wordsuc-cess:Spir-it of  ho-liness,On us de- — scend! 
might-y art, Nowrule in ev- ry heart,Andne’erfrom usde-part, Spi- rit _ of pow’r! 


18 


Suggestions for written work 


1. In both treble and bass clefs, write the notes that form an inter- 
val of a minor second with the following as the lower notes: 


Ab, F#,Eb, B, and Gh. 


2. In both treble and bass clefs, write the notes that form an inter- 
val of a major second with the following as the lower notes: 


GE Bp; D, andxF-. 


3. In both treble and bass clefs, write the notes that form an 
interval of a minor third with the following as the lower notes: 


G, A, Db, CH, and Bb. 


EXERCISES USING MINOR THIRDS 
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LESSON VI 


Objectives 


a 


To be able to recognize the following note values: breve, whole, 
half, quarter, eighth, sixteenth, thirty-second, and sixty-fourth. 


To learn the meaning of time signatures. 


To learn the tunes of “Old Black Joe” and “Good Night, Ladies” 


in order to remember the interval of a major third. 


Material to be learned 


1. 


ne 


Note values which indicate relative length of tones. (Observe 
that the note with the longest duration has been listed first, and 
that the value of each succeeding note is just a half of the note 
preceding.) 


breve (used occasionally to o) eighth note 

indicate a double whole note) ) 
sixteenth note 

whole note \ 

Pela Sahat note 


ae sixty-fourth note 


(very rare) 


A time signature in music is in the form of a fraction in which the 
top figure indicates the number of beats in a measure, and the 
bottom figure (with an imagined one over it) indicates the kind 
of a note that gets one beat. 


(For example, 3/2 time ‘means that there are 


three beats to a measure, and that each half note will receive 
one beat.) 


A symbol that looks like a C (really a broken circle) is also used 
to indicate 4/4 time. 


is the same as 


The same symbol with a vertical line through it indicates 2/2 time. 


is the same as 
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Observe that the 


as thoroughly as is necessary in order to 


Old Black Joe” 
remember the interval of the first two notes. 


os 


interval formed by these first two notes, D and F#, is an ascend- 


ing major third. 


3. Learn 


Old Black Joe 


STEPHEN FOSTER 
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4. Learn “Good Night, Ladies” as thoroughly as is necessary in order 
to remember the interval of the first two notes. Observe that the 
interval formed by these first two notes, C and Ab, is a descend- 


ing major third. 
Good Night, Ladies 


Sustained COLLEGE SONG 
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Suggestions for written work 

1. Write a measure of each of the following: 
2/4 time using quarter notes 
4/2 time using whole notes 
3/8 time using sixteenth notes 
4/4 time using half notes 
6/8 time using eighth notes 

2. In both treble and bass clefs, write the following time signatures: 
two beats to a measure and each half note receives one beat 
five beats to a measure and each quarter note receives one beat 


nine beats to a measure and each eighth note receives one beat . 


3. In both treble and bass clefs, write the notes that form an interval 
of a major third with the following as the lower notes: Eh, A, 
Gp, Ci, and F. 

EXERCISES USING MAJOR THIRDS 
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LESSON VII 


Objectives 


i 


a: 


To be able to recognize the following rest values: breve, whole, 
half, quarter, eighth, sixteenth, thirty-second, and sixty-fourth. 


To learn the symbol and meaning of a tie, and the symbol and 
meaning of a slur. 


To learn the tune of “Auld Lang Syne,” and the tune of the 
chorus of the “Levee Song” in order to remember the interval 
of a perfect fourth. | 


Material to be learned 


la 


Rest values which indicate relative length of silence. (Observe 
that the rest with the longest duration has been listed first, and 
that the value of each succeeding rest is just a half of the rest 
preceding.) 


breve — whole half quarter 
(very rare) 


eighth sixteenth thirty-second _ sixty-fourth 


(rare) (very rare) 
peti a ery rare 


is a curved line uniting two notes of the same 
pitch, thus forming a single note to be sustained for the value 


of both. 


A slur 


is a curved line 





drawn over or under two or more notes on different pitches, indi- 
cating that those notes are to be performed with smoothness. 
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Observe that 


observe the slurs and ties that occur 
and the quarter rest at the end of the verse. 


by 


the interval formed by these first two notes, C and F, is an ascend- 


to remember the interval of the first two notes. 


e) 
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4. Learn “Auld Lang Syne” as thoroughly as is necessary in order 


Auld Lang Syne 


SCOTCH AIR 


ROBERT BURNS 


= als & 
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lang 





auld 
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Ab 


t two notes, 
observe the tied 





as thoroughly as is neces 
1 of the first two notes. 


’ 
fourth measure. 


h. Also 


i] 


1 formed by these firs 


Levee Song 
ber the interva 


es 


hat occur in every 
Levee Song 


is a descending perfect fourt 


sary in order to remem 

Observe that the interva 

notes and the rests t 
CHORUS 


5. Learn the chorus of the 
and Eb, 
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Suggestions for written work 


Write a measure of each of the following: 


Ve 


3/2 time using half notes and a half rest. 


9/8 time using dotted quarter notes, an eighth rest, and a 


quarter rest. 


5/4 time using half notes and a quarter rest. 


3/8 time using sixteenth notes, a sixteenth rest, and an eighth 


rest. 


4/4 time using eighth notes, a quarter rest, and a half rest. 


2. Write an example of a tie and an example of a slur. 


3. In both treble and bass clefs 


write the notes that form an interval 


’ 


EXERCISES USING PERFECT FOURTHS 





of a perfect fourth with the following as the lower notes: D, Bb 
, Eb, and G. 


FE 
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LESSON VIII 


Objectives 
1. To learn the meaning of a dot after a note or rest. 
2. To learn the symbol and meaning of a double sharp, and the 
symbol and meaning of a double flat. 
3. To learn the symbol and meaning of a natural. 
4. To learn the tunes of “A Waltz Song” and the “Victory Song” 


in order to remember the interval of an augmented fourth. 


Material to be learned 


i 


Instead of tying two or more notes together, it is a common prac- 
tice, when possible, to use a dot after a note to indicate that the 
duration of that note is increased by 50%. 


Sioa 


A double dot after a note is occasionally used to indicate that 
the duration of that note is increased by 75%. 


ete Ee) 


In the same manner, dots are used occasionally to increase the 
duration of rests. 


. Adouble sharp, x or # , placed before a note raises the pitch 


of that note a whole-step. 


A double flat, bb , placed before a note lowers the pitch of that 
note a whole-step. 


A natural, b , placed before a note in any measure, removes 
for the duration of that measure any sharp or flat indicated by 
the key signature or any sharp or flat previously occurring in 
that particular measure. 


6. Learn “A Waltz Song” as thoroughly as is necessary in order 


Observe that 


to remember the interval of the first two notes. 
the interval formed by these first two notes, Eh and A 


, is an 


ascending augmented fourth. Also, observe the naturals that 
occur before the second and fifth notes, and the examples of 


dotted notes that occur in several of the measures. 


A Waltz Song 


VERNON HAMMOND 


ALLAN NERN 





Fills all the 


A waltz 


night with ro- mance; 


LS 


zy 
4 


sound of the dance. 
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7. Learn the “Victory Song” as thoroughly as is necessary in order 


Observe that 


the interval formed by these first two notes, B and F, is a de- 


to remember the interval of the first two notes. 
scending augmented fourth. 


Victory Song 


VERNON HAMMOND 


ALLAN NERN 


tame, 


foe we'll 


3 
O 
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Suggestions for written work 


1. Write single notes or single dotted notes that are equivalent to 
the following: 


three eighth notes 
two half notes 

six quarter notes 
four eighth notes 
three sixteenth notes 


2. In both treble and bass clefs, write double-sharped notes that are 
the same pitch as the following: E, B, G, and A. 


3. In both treble and bass clefs, write double-flatted notes that are 
the same pitch as the following: C, G, D, and F. 


4. In both treble and bass clefs, write the notes that form an interval 
of an augmented fourth with the following as the lower notes: 


Bh DD, Goa. anGeer, 


EXERCISES USING AUGMENTED FOURTHS 





In these exercises several diminished fifths are used. Diminished fifths 
have the same sound as augmented fourths. For further information see 


Lesson XII. 
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LESSON IX 


Objectives 


ty 
‘- 
as 


To learn the meaning of the term, accidental. 
To learn the symbols and meanings of triplets and duplets. 


To learn the tunes of “Song to the Evening Star” and “Bring a 
Torch, Jeannette, Isabella!’ in order to remember the interval 
of a perfect fifth. 


To learn the tunes of “Go Down, Moses” and “Noah” in order 
to remember the interval of a minor sixth. 


Material to be learned 


hb 


Sharps, flats, double-sharps, double-flats, and naturals, found else- 
where than in a key signature, are called accidentals, and they are 
effective only for the duration of the particular measure in which 
they occur. 


A triplet is a group of three notes to be performed in the time of 
two notes of the same value, and is marked thus: 
—_—_ 


3 
equals in time value Ee 


(Note that the symbol 3 is a grouping sign and not a 
tie or a slur, although it has the same appearance except for the 
presence of a number.) 


Similarly, a duplet is occasionally used. It is a group of two notes 
to be performed in the time of three notes of the same value, and 
is marked thus: 


J 4 equals in time value J 4 A 
ae 


(It is also possible to have any number of notes of equal value 
grouped together to be performed in a given length of time.) 
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Observe 
observe the accidentals that occur 


in several of the measures, and the fact that accidentals are used 


for clarity even when not necessary. 


’ 


ae 


4. Learn “Song to the Evening Star” as thoroughly as is necessary in 
that the interval formed by these first two notes, F and C, is an 


order to remember the interval of the first two notes. 


ascending perfect fifth. Also 


RICHARD WAGNER 


Song To The Evening Star 
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From the Opera 
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5. Learn “Bring a Torch, Jeannette, Isabella!’ as thoroughly as is 


necessary in order to remember the interval of the first two notes. 
Observe that the interval formed by these first two notes, C and 


a descending perfect fifth. 


1S 


b) 


F 


, Jeanette, Isabella! 


Bring A Torch 


PROVENCE NOEL 


ALLAN NERN 


Translated from the French by 
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to 
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Bring a 


It is Christ,worthy folk of the town, Je-susis born and Ma-ry’s call-ing: Ah! 


Ah! 


Ah! but the moth-ers love-ly! Ah! 


Ah! 
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o 


is an ascend 
SPIRITUAL 


D and Bb, 


> 


Go Down, Moses 


, Moses” as thoroughly as is necessary in order 


to remember the interval of the first two notes. Observe that the 


interval formed by these first two notes 
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en Is-rael was in E -gypt’sland: Let my peo-ple go, 


Go down, Mo-ses, “Way down in 
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Observe that the interval 


=e | 


Noah” as thoroughly as is necessary in order to remember 


formed by these first two notes, C and E, is a descending minor 


the interval of the first two notes. 
sixth. 


7: Learn." 


VERNON HAMMOND 


Noah 


ALLAN NERN 


to 
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Suggestions for written work 


Write the following: 


ise 


a triplet equivalent to two eighth notes 


duplet equivalent to three eighth notes 


a triplet equivalent to two half notes 


a 


a duplet equivalent to three quarter notes 


In both treble and bass clefs, write the notes that form an interval 


2s 


of a perfect fifth with the following as the lower notes: F, B, Ch, 


E, and Ab. 


In both treble and bass clefs, write the notes that form an interval 


3. 


and Ff. 


Dp, 


b) 


of a minor sixth with the following as the lower notes: Cz, Eb, 


G 


EXERCISES USING PERFECT FIFTHS 





EXERCISES USING MINOR SIXTHS 
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LESSON X 


Objectives 


4D 


To be able to recognize the meaning of conductor’s beats. 


2. To learn the tunes of “My Bonnie” and “Nobody Knows the 


Trouble I See” in order to remember the interval of a major sixth. 


Material to be learned 


B. 


Standard conductor's beats are used to indicate exactly successive 
pulsations in each measure. In the illustrations below, observe 
that the first beat of a measure is always indicated by 2 down- 
ward motion, and that the last beat of a measure is always indi 
cated by an upward motion. 


27 2,274; fast 6/4 and 6/8 


3/2, 3/4, 3/8; fast 9/4 and 9/8 


4/2, 4/4, 4/8; fast 12/8 





subdivided two beats to a measure 


ie 
slow 6/4 and 6/8 are essentially { \y 
hy 


Similarly, slow 9/4 and 9/8 are essentially subdivided three beats 
to a measure, and slow 12/8 is essentially subdivided four beats 
to a measure. The conductor’s beats for other time signatures are 
merely combinations of those illustrated above. 
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ssary in order to 
Observe that the 


as thoroughly as is nece 
interval formed by these first two notes, F and D, is an ascending 
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remember the interval of the first two notes. 
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A 


> 


thorougniy as is 


as 
necessary in order to remember the interval of the first two notes. 


oe) 


Nobody Knows the Trouble I See 


is a descending major sixth. 


bs 
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EXERCISES USING MAJOR SIXTHS 
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LESSON XI 
Objectives 
1. To be able to recognize chord formations, in order to sing part 
songs accurately. 
2. To learn the names of the parts in vocal music. 
3. To be able to determine intervals of more than an octave. 
4. To learn the tunes of “On the Sea” and “Only the Yearning 


Heart” in order to remember the interval of a minor seventh. 


Material to be learned 


i 
z: 


A chord is a group of notes sounded simultaneously. 

In vocal music with four mixed parts, the upper part is called 
soprano; the next, alto; the next, tenor; and the lowest, bass. 
Frequently these parts are subdivided two or more times. 
Intervals of more than an octave are reduced to intervals of an 
octave or less by counting only the distance in letter names from 
one note to the other. 


For example, F to A is regarded as a 


third, because F and A in the musical alphabet are only three 
letters apart, inclusively. (This interval can also be called a tenth 
by counting the lines and spaces inclusively, but as an aid to rapid 
reading, it is better classified as a third.) 


_—_“. - 
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4. In order to sing part songs accurately and in tune, the singer should 
always listen to the interval relationship of his particular note to 
the other notes in the chord. 


For example, in this chord the following 





interval relationships should be observed: 


= 


The bass and tenor notes, G and B, are a major third apart. 
b. The bass and alto are on the same note, G. 
c. The bass and soprano notes, G and D, are a perfect fifth 
apart. 
The tenor and alto notes, B and G, are a minor sixth apart. 
e. The tenor and soprano notes, B and D, are a minor third 
apart. 
f. The alto and soprano notes, G and D, are a perfect fifth 
apart. 
5. Learn “On the Sea” as thoroughly as is necessary in order to 
remember the interval of the first two notes. Observe that the 
interval formed by these first two notes, C and Bb, is an ascend- 


ing minor seventh. 
On The 
ALLAN NERN Sea VERNON HAMMOND 


a a 

A 

(Si Ae SE Se ee eee Aa ee eee 
PSS DS A Se eS 0 eee ee 


Foam -ing spraymakes  spir-its gay; That’s the life for me. 
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oe 


6. Learn “Only The Yearning Heart” as thoroughly as is necessary 


in order to remember the interval of the first two notes. Observe 
that the interval formed by these first two notes, A and B, is a 


descending minor seventh. 


TCHAIKOVSKY 
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Only The Yearning Heart 
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Suggestions for written work 


es that form an interval 


of a major sixth with the following as the lower notes: Bb, D, 


Gp, A, and FE: 


write the not 


In both treble and bass clefs, 


iB 


In both treble and bass clefs, write the notes that form an interval 


2 


of a minor seventh with the following as the lower notes: G, Ab, 


@-Eh; and.D: 


EXERCISES USING MINOR SEVENTHS 
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LESSON XII 
Objectives 
1. To learn the intervals that have identical sounds, although they 
have different names. 
2. To be able to determine the names of intervals whose lower notes 
are in impractical keys. 
3. To learn the tunes of “Oh Earth, Farewell” and “Sing While You 


Work” in order to remember the interval of a major seventh. 


Material to be learned 


l. 


The following pairs of intervals have the same sound: 


augmented prime—minor second 
augmented second—minor third 
augmented third—perfect fourth 
augmented fifth—minor sixth 
augmented sixth—minor seventh 
augmented seventh—perfect octave 


diminished second-—perfect prime 
diminished third—-major second (rare) 
diminished fourth—major third 
diminished fifth—augmented fourth 
diminished sixth— perfect fifth (rare) 
diminished seventh— major sixth 
diminished octave—major seventh 


2. An interval whose lower note is in an impractical key must be 


figured in the key of that lower note minus the accidental occur- 
ring before it; then determine whether the accidental widens or 
narrows the interval. (For example, in determining the interval 


Aft to Ft, 


it is found that the key of At is not 


practical; then, figuring the interval in the key of A, which has F#, 
Cz, and G# in its signature, A to Ft is found to be a major sixth; 
replacing the sharp on A narrows the interval a half-step, and it 
is, therefore, a minor sixth.) 


bh 


3. Learn “Oh Earth, Farewell” as thoroughly as is necessary in order 
Oh Earth, Farewell 


as 


to remember the interval of the first two notes. Observe that the 
interval formed by these first two notes, C and B, is an ascending 


major seventh. 
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From “AIDA” by VERDI 


ALLAN NERN 


Translated from the Italian by 
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ghly as is necessary in 


as thorou 


ie) 


Sing While You Work 
order to remember the interval of the first two notes. 


eb 


4. Learn 


Observe 


that the interval formed by these first two notes, D and Eh, is a 


descending major seventh. 


VERNON HAMMOND 


Sing While You Work 


ALLAN NERN 
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Suggestions for written work 


Ch, 


bi 


and G. 
2. In both treble and bass clefs, write the signatures for the keys 


Dp, 


a 


In both treble and bass clefs, write the notes that form an interval 
of a major seventh with the following as the lower notes: E 


Fg 


1. 


of F, G, Ah, and B. 





EXERCISES USING 


TUNES USED TO ILLUSTRATE INTERVALS 


Intervals 


Ascending minor second 
Descending minor second 


Ascending major second 
Descending major second 


Ascending minor third 
Descending minor third 


Ascending major third 
Descending major third 


Ascending perfect fourth 
Descending perfect fourth 


Ascending augmented fourth 
Descending aumented fourth 


Ascending perfect fifth 
Descending perfect fifth 


Ascending minor sixth 
Descending minor sixth 


Ascending major sixth 
Descending major sixth 


Ascending minor seventh 
Descending minor seventh 


Ascending major seventh 
Descending major seventh 


Tunes 


*“Barcarolle” 


“All Through the Night” 


‘“Massa’s in de Cold Ground” 
“Old Folks at Home” 


“Slumber Song” — 
“Come, Thou Almighty King” 


“Old Black Joe” 
‘Good Night, Ladies” 


‘Auld Lang Syne” 
“Levee, Song” 


“A Waltz Song” ~~ 
“Victory Song” — 


“Song to the Evening Star” 
“Bring a Torch, Jeannette, Isabella!” 


“Go Down, Moses” 
“Noah” — 


“My Bonnie” 
“Nobody Knows the Trouble I See” 


“On the Sea” ~~ 
“Only the Yearning Heart” 


“O Earth, Farewell” 
“Sing While You Work” + 
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MUSICAL TERMS, SIGNS, AND ABBREVIATIONS 
IN COMMON USE 


A cappella, in the church or chapel style; without instrumental accompani 
ment. 

Accelerando (accel.), gradually increasing the speed. 

Acciaccatura, an accessory note with a little stroke through its stem placed 
before the principal note, the accent being on the principal note. 





Written Pertormed 


Adagio, slow. 

Ad libitum (ad lib.), at will; as one wishes. 

Agitato, agitated. 

Al fine, to the end. 

Allargando, gradually slower with maintained or increased power. 
Allegretto, moderately fast; a little slower than allegro. 

Allegro, fast. 

Andante, moderately slow. 

Andantino, slightly faster than andante. 

Animato, animated. 


Appoggiatura, an accessory note placed before the real melody note, and 
taking the accent and part of the latter’s time value. 


Written Pertormed 


Arpeggio, performing the notes of a chord one after another in harp style. 
Assai, very; very much. 
A tempo, in time. 


Ben or bene, well. 
Brillante, brilliantly. 
Brio, vigor. 
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Con, with. 
Crescendo (cresc., ———— _§ ), gradually increasing the tone power. 


Da Capo (D.C.), repeat from the beginning. 

Dal Segno (D.S.), repeat from the sign (% , S: , § ,or @® ). 
Decrescendo (decres., ————), gradually decreasing the tone power. 
Diminuendo (dim.), same as decrescendo. 

Dolce, sweetly. 


Energico, energetic. 
Espressione, expression, feeling. 


Fermata ( ~~ ), a hold, a pause. 

Fine, the end. 

Forte (f), loud. 

Fortissimo (ff), very loud. 

Forzando (fz., —, A , V_), strongly accented. - 
Fuoco, fire, spirit. 


Giocoso, merrily. 
Grandioso, grand, noble. 
Grave, slow and solemn. 
Grazia, gracefully. 


Largo, very slow. 
Legato, smooth and connected. 
Lento, very slow. 


Ma, but. 

Marcato, marked. 

Meno, less. 

Mezzo forte (mf), moderately loud. 
Mezzo piano (mp), moderately soft. 
Moderato, in moderate time. 

Molto, much. 

Morendo, dying away. 

Mosso, motion. 


Non, no. 
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Pianissimo (pp), very soft. 

Piano (p), soft. 

Piu, more. 

Poco, little. 

Portamento, carrying the tone smoothly from one pitch to another. 
Prestissimo, as fast as possible. 

Presto, very fast. 


Rallentando (rall.), gradually slower. 


Repeat, two or more dots to the left or right of a double bar, indicating that 
the measures on the same side of the bar are to be performed twice. 


Rinforzando (rin. or rf), same as forzando. 
Ritardando (rit. or ritard.), same as rallentando. 


Sempre, always. 

Senza, without. 

Sforzando (sf or sfz), same as forzando. 

Smorzando (smorz.), gradually dying away. 

Sostenuto, sustained. 

Spirito, spirit. 

Staccato (indicated by small dots or vertical dashes placed over or under 
v 


notes ° P ), detached; the opposite of legato. 


Tempo, time. 

Tenuto (ten.), tone or chord to be held to its full value. 
Tranquillo, tranquil. 

Troppo, too, too much. 


Vivace, lively. 
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